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documents. In these works, the authority of images is questioned and rendered vulnerable through a deep and innovative exploration of the audio-visual languages of their period. This essay will explore The Otolith Group's interest for such "forgotten archives of contemporary televisuality" (The Otolith Group 2010, 5) from the point of view of their implications for contemporary museums facing the challenges and welcoming the possibilities of "an age of migrations." The specific reference here to The Otolith Group's artistic-curatorial practice -amongst many other possible case studies that show a conceptual and operative affinity with the Group's "excavation" projects -is indeed neither fortuitous, nor gratuitous.
In fact, a cautionary note is needed in advance.
The Otoliths are certainly not the first ones to propose such an operation of archival excavation and subsequent re-presentation, in the space of contemporary museums and galleries, of artistic materials originally conceived for the TV screen. 5 Nor are the Otolith Group's curatorial projects the only ones that have acknowledged the importance of keeping alive the memory of such filmic works from the past decades, specifically for the fact that they foster a reflection on the unfinished business of identity and representation in postcolonial Europe. 6 However, to date the Otoliths are certainly the ones whose curatorial premise inserts such a common practice of appropriation and curatorship within a broader and much more original frame: that of a critical reflection on the changes that have occurred in the relation between TV and the museum-as technologies of memory and attention-over the last three decades. As they write, [our "monuments" seem] to be understandable as [acts] of appropriation or curation. [They seem] to be a matter of rendering previously inaccessible work visible. Indeed, [they] might be considered as a public service that parallels the kind of work made available on Kenneth Goldsmith's invaluable ubuweb site. […] On reflections, however, ambiguities seem to emerge […] . What becomes immediately apparent is that (2010, (5) (6) This essay will thus explore such notion of the "monument to dead television," or, in other words, its double character. On one side, an act of appropriation and curatorship of works in which the memory of migration is critically addressed. On the other, a reflection on the changes that have occurred in the visual technologies of memory, which inserts the Group's artistic practice also within the discourse of the critique of contemporary neo-liberal "attention economy."
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The first section of this essay will therefore provide an overview of the specific themes and issues that make The Black Audio Film Collective's and Marker's works relevant to a reflection on European migration today. The last two sections will instead inquire more specifically into whether and to what extent The Otolith Group's projects of excavation of such works may prove to be a "best practice" for contemporary art museums in an age of migrations.
Attesting to the central role of museums as public and pedagogical sites, and as technologies of construction of a memory of postcolonial migrations, the essay will thus propose some potential operative strategies relevant to museums, which emerge as suggestions from the Otolith Group's "monuments."
Reminder: Acts of Retelling
Throughout its three sections, this essay aims at unearthing three potential meanings of the notion of the "monument to dead television": a reminder of the past, a memento for the present, and an homage to the future. The first meaning -the reminder -hints at the ways in which the Group's monuments bring alive a forgotten moment in European cultural history: a phase in which an autonomous discourse about migration was articulated through the public apparatuses of mass spectatorship, which were committed to engaging with the risky processes of the renarration -or better of the "re-telling," to quote Stuart Hall, of Europe. Chris Marker seems to be, first of all, the fact that they function as a reminder of a time when the themes of identity and postcolonial migrations in Europe were being articulated and developed by independent cinema with such a force, and to such an extent, so as to foster the opening of new public media circuits. Specifically, in those years new TV channels were inaugurated, which produced and distributed filmic reflections on urgent questions otherwise unable to be addressed on a national and mass scale. In this sense, the Group's project of excavation seems to have the first intention of circulating an otherwise forgotten memory of this experience, whose implications for contemporary Europe in the age of migrations are still very relevant. The idea of the monument as a reminder is therefore used here to suggest the ways in which The Otolith Group's excavations seem to be understandable as a way to carve out, in the institutional space of the museum, the ideal place of remembrance for a lost moment when critical public engagement with the open question of identity in postcolonial Europe took place through a capillary and mass-oriented media platform such as public TV.
To explore these issues, I will first need to introduce the cultural and social climate which led to the emergence of new social forces able to put pressure on public media, as to foster the opening of new TV channels. As already mentioned, the specific moment in the history of Gray's definition, these were the years of the "militant image," which designates:
10 any form of image or sound-from essay film to fiction feature, from observational documentary to foundfootage ciné-pamphlet-produced in and through film-making practices dedicated to [militant struggles].
[…] It refers not just to individual films but also to new modes of production, exhibition, distribution, pedagogy and training made possible by forms of political organization and affiliation. (2011, 1) In countries such as the United Kingdom and France -where the Black Audio Film
Collective's corpus and Marker's films were produced -the period of the "militant image" comes to designate a moment when the issues of migration had become pivotal. In both countries, this was a time when migration was a key topic in public discourse. In fact, in both the countries this was the moment when the confrontation with the respective imperial pasts and the dark legacy of colonialism were being brought up by migrations and their intergenerational consequences. And moreover, in both the countries this was also the period when new public TV channels such as Channel 4 (1982) and La Sept (1986) were inaugurated under the pressure of new emerging social forces.
The agenda of these TV platforms was to provide an alternative to existing channels, by broadcasting high-quality educational and artistic works. In the specific case of Channel 4 -around which The Otolith Group's attention is focused -this was programmatically aimed at being a platform for what were then called "the minority groups" (Brown 2007; Hobson 2008) . 11 However, the social pressures that led to the inauguration of TV channels such as
Channel 4 emerged from what happened elsewhere-beyond the institutional media platforms.
As John Akomfrah of the Black Audio Film Collective recently stated in an interview with scholar Lindsay Dovey (Dovey 2010) , in the United Kingdom these were in fact the years in which a younger generation of "black British" was struggling to articulate their multiple identities (of ethnicity, gender, and so on). 12 This younger generation of "hyphenated British" -as they were called to hint at their multiple identities -were the sons and daughters of the first immigrants who had reached the United Kingdom from the former British colonies after WWII.
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Since the late seventies, a mixture of unprecedented factors affected the life of this younger generation: the growing unemployment on the one side, the political ethos of the refusal to work on the other, the diffusion of personal media such as portable cameras, together with new forms of racialization, criminalization, and racism in the British urban centres. All these diverse factors would lead -at the very beginning of the eighties -to a season of unrest and creativity, of racial fear and cultural cross-pollination alike. A season whose main protagonist in the public discourse was the controversial figure of the "young black British" (Hall, Critcher, Jefferson, and Clarke, eds. 1978; Gilroy 1987) .
During these same years, the number of black British enrolling in university-level education also grew exponentially, and it was also within the educational context of art schools and the university that the season of independent cinema was born. It might be said that cinema (together with music) became, in these years, the preferred language for the younger generation to articulate blackness as a "zone of becoming" (Akomfrah, in Dovey 2010 ) -against a public discourse which hovered around them, but which inevitably forced them between the two monolithic discursive systems of information and counter-information. In fact, as The Otolith Group brilliantly explains in the books accompanying these excavation projects (2007, 2010) , the most fascinating aspect shared by The Black Audio Film
Collective's corpus and Marker's films was the fact that they were works that defied what their audiences expected from images. Indeed, they confounded not only those audiences who were unprepared or unwilling to be exposed to radical contents and sensitive themes. They also displaced those audiences "who were ready for radical polemics and righteous anger," but only when these came in the guise of films which cleaved "the well trodden path of […] social realism" (Henderson 2007, 7).
"How does one begin to say something about a story everyone claims to know?" (Akomfrah, 2011 The Otolith Group dedicates a consistent part of its curatorial effort. The latter is a poetical narration of the 1981 racial riots that took place in the neighbourhood of Handsworth, Birmingham, in the United Kingdom -whose news coverage had been extraordinary, but which still was pleading to be narrated in an autonomous way. The first is a TV-serial in thirteen episodes dedicated to a critical reading of Ancient Greece and the all-too-white myth of the Greek roots of European culture, in which thirteen personalities linked to contemporary Greece give their own account of themes such as "democracy," "history," and the "Olympics."
In both the works, the will to narrate something about stories around which a huge mass of information had already been gathered -and around which a consistent media-based memory already existed -becomes the chance to explore the role of fictionalization in the practices of memorialisation. Handsworth Songs therefore addresses not the "truth" about the race riots, but the survival of an inter-generational memory of racism and antiracism, which is addressed through an innovative use of public images that transform themselves in opaque fragments of a narration and a memory which cannot be other than personal, in-becoming, The curatorial premise behind the Otolith Group's excavation projects must therefore be understood first of all as a way to remember-and re-mind-a specific moment in European public culture whose echo on the present is still very strong, but whose memory has been lost. Here, the Otolith Group's "monuments to dead television" become archival explorations whose aim is to resume and re-trace the routes of such struggles, to narrate another, forgotten story of Europe's contemporary past: a moment that was overshadowed by a very iconic event,
such as the fall of the Berlin wall, and slipped out of public memory. A moment, as The Otolith Group writes, "in which the meaning and authority of origin, ancestry, legacy, history, nationality, race, civilization […] and the idea of the West was being contested" (2010, 8) . A moment which only these stubborn remnants can still narrate, emerging from the zones of amnesia of the contemporary media archives.
Memento: Technologies of Memory and Attention
In the introductory section to this essay, I have suggested that the "monument to dead television" has a double character. On one hand, it is a regular act of curatorship and appropriation. On the other hand, it is a reflection on some changes occurred in the technologies of memory. These two aspects correspond, respectively, to those two levels involved in the construction of a "monument to dead television," to which the Group refers with the terms "excavation" and "reframing."
In the previous section of this essay, which dealt with the notion of the reminder, I
have discussed the "excavation" level. As has been already established, this level is related on one hand to the content of the Black Audio Film Collective's and Marker's artworks (which means to their original approach to the narration of the post-colonial condition in Europe). On the other hand it is related to the remembrance of a phase in which emerging social forces succeeded in fostering the openings of new production and distribution channels, through which these contents and their languages would reach mass spectatorship.
In this section, I will instead focus more specifically on the other level, which is that of "reframing": the specific act of re-presentation of such TV works into the space of contemporary art museums and galleries. This change in the distribution platform is in fact programmatically addressed by The Otolith Group as a key element of their curatorial premise.
Here, as we shall see, the role of museums becomes pivotal in the Group's reflections.
I have chosen to relate this second level to the notion of a memento, a reminder that is at the same time critical in its scope. On the level of "reframing," the Group's "monuments" are in fact programmatically aimed at raising critical questions that pertain to the present. As the Indeed, as Mark Fisher has observed, the "reframing" in museum spaces of such artworks -which The Otolith Group so painstakingly recover from oblivion, by recuperating them from the archive of European media systems -suggests a reflection on the changes that have occurred in the media system and in the European platforms for public intervention. 16 As he writes, the screening of films such as Handsworth Songs in museums such as the Tate in London -which is now a possibility -was unthinkable in 1985. However, similar, but as if in a mirror reflection, what is unimaginable today is the possibility "of Handsworth Songs or its like appearing on Channel 4 now, still less being commissioned" (2011).
The Otolith Group's "reframings" are therefore to be taken not as mere nostalgic celebrations of the past, but as critical gestures. According to the Group (2010), the reasons behind the progressive disappearance of time and space for cultural intervention on a mass scale on European TV are to be found in the changes that have occurred in the technologies of memory and attention-the media-between the eighties and nineties and today. The Group claims that this disappearance has to be understood in relation to the passage from the broadcasting of Channel 4 and La Sept to the contemporary narrowcasting culture of digital television. As the Otoliths write, it is clear that the increase in the number of television channels has gone hand in hand with the elimination of time and space for cultural intervention.
[…] The move from the broadcasting culture of the late 1980s to today's culture of narrowcasting implies a shift from a captivated mode of attention towards a mode that media critic Linda Stone calls "continuous partial attention." (ibid., 5-6) 17 Far from being a conservative reading of media cultures, this account provided by the Otoliths has to be taken as an invitation to think of technologies as entities that have to be considered within those wider social, political, and material assemblages from which they emerge and which they engender. Without denying the existence of a positive continuum in the history of media-from which broadcasting and narrowcasting TV have emerged-the Otoliths also address the holes and gaps in this continuum. Their positions do not deny the positive resonance of media's general tendency toward openness and heterogeneity, which has increased with the years. Theirs, however, is an artistic-theoretical stance that invites attention to be paid also to the holes in the continuum: the points where it becomes apparent that media are a terrain that is open and exposed to feedback processes and to dangerous backlash effects.
No media is neutral in its everyday use.
In fact, the Group's concerns resonate strongly with some preoccupations animating a very recent and really intriguing but still scarcely systematized research vector within contemporary critical theory: the study of the ways in which human capacities for attention and memory have undergone a processes of capture, valorisation and destruction in (post-)cybernetic societies. 18 According to the Group, the drive towards being "always on" and continually ready to catch up with fluxes of information that arrive increasingly faster and thicker is not only a characteristic of what are commonly considered as "the new media" -the internet, for example. On the contrary, it is a threshold present in every media, also the most traditional ones. For the Otoliths, TV has reached the threshold of "continuous partial attention" with digital narrowcasting, which in turn has contributed to hinder the capacity for continuous durational attention and active participation.
According to the Group, the political consequences of this destruction of the capacity to pay durational attention are important. Only durational attention can guarantee participative engagement, which is necessary to build critical mass around complex issues such as the production of new identities and the critique of monolithic representations articulated in films such as those by the Black Audio Film Collective and Marker. Moreover, continuous partial attention affects the capacity for "taking care" and "building bonds;" thus, it affects the possibility of creating, in today's world, collective and participative experiences of collaboration and a shared use of time and space -of which the film cultures of the eighties are instead a terrific example.
It is here that The Otolith Group (2010) reverts to the museum -the contemporary art museum -as the space of potentiality. Can museums and galleries today resurrect such a "dead" kind of spectatorship by offering conditions of attentive participation that is no longer possible on TV? For the Otoliths, they can. The Otoliths suggest that museums should become the spaces in which more and more "monuments" are built. On museum premises, and under their promotion, spectators can recuperate the time to be deeply exposed to those recent, yet already forgotten, aesthetics, which bring with them the traces of past and common struggles for identity and representation. Each "reframing" can become the chance for a "self-conscious" experience; the curatorial gesture of "excavating" and "reframing" should in fact never be kept obscure to the spectators. On the contrary, it should be declared in the installation and exposition space (2010, 6).
The installation Inner Time of Television (even more than the exhibition The Ghosts of
Songs) is an experiment in this direction. 19 As the Group writes, "to encounter Inner Time of Television is to be invited to self-consciously inhabit a reconstructed mode of attention. Faced with a special configuration of thirteen monitors, the viewer comes face to face with a monument to dead television" (2010, 6) . This "monument" is composed of thirteen TV screens disposed in the exhibition room. Each of them is set opposite to a seating facility (a chair or a stool), and earphones are plugged into each.
episode of Chris Marker's thirteen episodes of L'héritage de la chouette TV serial is broadcast.
In order to grasp the installation in its entirety and Marker's elliptic project as a whole, the spectator is invited to invest attention, time and care. The in-text materials accompanying the installation discuss the artwork from the point of view of its relation with a critical discourse on attention and memory.
This "reframing" works by profiting from the museum's temporal and spatial constraints and tendency towards "slow immersion" in a very significant way. The simultaneity of vision enhanced by the museum and gallery installation functions to make the original seriality of
Marker's TV work apparent in its difference. The seriality of the TV product is indeed redoubled in the format of Marker's episodes, which are linked to one another through a "mode of connectibility," which becomes apparent only through reflection and attentive participation.
As a way to conclude, I will sum up by emphasizing how, once the "reframing" level has been discussed, it becomes clear that the Otoliths' acts of recuperation of a lost condition of mass spectatorship from oblivion are not exactly aimed at filling a gap in collective memory. In fact, the Group's goal is only partially that of bridging an interval of amnesia that affects the present. On a close look, the project of "excavation" is aimed at rendering this gap, this interval, this distance between the recent past and the present, productive in its difference. The reference to a "dead" television takes on the uncanny features of a return from the past that troubles the certainties of the present. What if, at the end of the day, the monuments' final aim is that of reminding us that the cultural struggle for the becoming of European identities is not
"new" as it may seem? What if, on a close reading, ideas such as "networked intelligence" and so on were not simply prerogatives of the "new media," but thresholds that move across time, and signal not just a technological condition but a mode of operation, a political investment in collective practices of memorialization? What if, on the trail of a "monument" to something dead, a way towards the future starts to emerge? This last interrogation will be discussed in the following and concluding paragraph, where I suggest how the "monuments" might be understood as an homage to the past for the sake of the future.
Homage: Potential Futures
The TV and cinema cultures of the eighties and nineties, which (from the point of view of the United Kingdom) constitute the core of the Otolith Group's "monument to dead television,"
belong to a moment in time whose relevance for the present age of migrations has been too easily underestimated. Still, they seem to be determined to return to our memory, as numerous other screenings taking place across Europe of these and related artworks taking place across Europe seem to suggest. Marker -"How does one begin to say something about a story everyone claims to know?" -still has a tremendous relevance for the issues of migration and memory, and the representational practices involved in the processes of re-telling Europe.
Indeed, contemporary migration seems to be, perhaps today more than ever before, precisely the story everyone claims to know about. Overflowing from the channels of disparate media such as television, the web, cinema, newspapers and magazines, it is embodied as image, text, or sound in flash news, blog posts, in-depth documentaries, journalist buzz, "expert"
commentary, photographic reports, worried statistics, activist information routes, academic volumes, cinema stories and sonic works -as well as being critically approached, exposed or exhibited through many other different artistic, research and curatorial practices. In a sense, migration, the fibre of that postcolonial urban milieu where the once reassuring and univocal yet violent fairytale about the separation between "the centre" (Europe) and "its peripheries" is no longer tenable (Julien and Mercer 1988) , overfloods the media archives, the information channels, and the practices and places of representation. Still, the question of who tells what story, but also of how the story unfolds remains of the outmost importance.
Contemporary migration is certainly at the core of public discourse -which means that it is at the core of a terrain that is neither neutral, nor pacified. In fact, every act of narrating migration that is enacted on everyday media screens -as well as on printed paper, or in exhibition spaces -in Europe is an act of re-telling that is necessarily non-univocal. Every act of re-telling rests on power relations and on the flowing, mixing, or blocking of different fluxes of desire: power and desire to see, to tell, to hide, and so on…. It is from within this abundance From the critical standpoint of this essay, such reflections may prove to be strategically crucial also to approach the question of memory and representation from the specific perspective of an interdisciplinary research project on "European museums in an age of migration." Indeed, if what is envisaged through this research is not only a place (but even more so a critical platform where museums' inherited approaches to the representation of culture and identity and to the embodiment of memory are put in transit and exposed to a complexity of uncharted and unregistered spaces, times, places) then it becomes necessary to recognize the importance of the acts of re-telling to unsettle any monolithic representation (Chambers, 2012) . As Iain Chambers writes, "critical transit in this unfolding space is neither definitive nor stable -it is always an act of translation. Who gets to translate […] is never a neutral question" (ibid., 142).
This was the conundrum faced by the independent cine-cultures of the eighties -when cinema migrated into television. From within this crisis, new energies emerged. In their uncanny return, the TV and cine-cultures of our recent past have changed their platform. The Otolith Group's decision to revert to museums to build a "monument" to a phase of our recent past is therefore particularly interesting. As we have seen, it is an operation which deserves attention first of all for its artistic interest, as a reminder: reeling again the archive of the past brings to the fore new memories for old struggles, and revives through old memories new struggles.
Moreover, the Otoliths' monuments are of critical interest for the present as a memento, in so far as they invite us to be attentive to the ways in which our memory and our attention are constructed, shaped, and created within the media assemblages to which we are attached. At a time when museums are invested in the critical discourse on memory, they are often accused of Finally, the Otoliths' "monuments" are of instructional importance for a discourse on museums in an age of migrations. The third meaning of the "monument"-the homage-refers to the possibility of extending to the future the preoccupations that animate the Group's recuperation projects. To pay an homage to the past, and to reactivate it in order to reflect on the present, could therefore also be a way to imagine some potential operative ways for future exploration. For example, in the agenda for museums in an age of migrations, shared projects of excavation of the public media archive of postcolonial Europe could become a common practice. What pedagogical and social energies might such a project reveal? What new bonds can be articulated in the space of the museum, while being exposed to similar yet different stories that the media archives can reveal? It is true, and it should not be forgotten, that museums are not TV: this implies questions of free access, of public participation, and of mass spectatorship that still need to be articulated. Yet, something may be engendered through this encounter, in the space of the museum, with past struggles on the terrain of public media culture.
A final suggestion seems to stem from the "monument to dead television." Also today, experiments that struggle to narrate migration and Europe's becoming in an autonomous way are carried out in the grassroots of media culture. But also these are threatening to soon disappear. Many will not even reach the surface, crushed by the weight of those clichéd images that engulf the media channels of our continuous partial attention. Could museums be the new public platform, not only for the excavation of TV products from the past, but also for the promotion of these high-quality contemporary TV products that address migration, which have a hard time being hosted on the television platforms they are aimed at? Could museums become a new channel that would first promote work that is intended for the TV, but which is at risk of an early death for lack of support? 21 And if so, would this be a way to foster a potential new alliance between independent cinema, European public TV and European museums? With this hope, this challenge, this suggestion, and these questions I conclude my critical encounter with the Otolith Group's "monument to dead television."
Time of Television is an artwork by the Group, which is often exhibited under the curatorial care of external curators in collaboration with the artists. 20 As images 08 to 10 show, the arrangement of the screens may vary according to the exhibition space and the curatorial choices. 
